


Preface



Allfiveeditorsofthisbookhaveanumberofassociationswith,photography,autobiography,memory
andtherelationshipsbetweenthethree.OncewestartedworkingtogethertheonHandbook of Research 
on the Relationship Between Autobiographical Memory and Photographywesoonrealisedwehadsubtle
differentstartinginpointsforourthinkingaboutthissubject.Thesedifferencesquicklybecameoneof
thestrengthsofourworkingrelationships.Theybecameproductivewhenworkingwiththechapterswe
eacheditedinthebook.Eachofthe5sectionsthatmakeupthisbookhavedifferenttonesandempha-
sisesthatreflecteacheditors’interests.Wemadeanearlydecision,afterwereceivedourfirstcallout
ofchapters,thatwewantedourbooktomirrortheeclecticnatureofthesewonderfulsubmissions.The
authorshavetakenusonunexpectedandjoyfuljourneystoallpartsofourworldandintroducedusto
newwaysofthinkingandpracticingphotographyinrelationtoautobiographicalmemory.Wehopeour
readerswillfindpleasureinsomeifnotalloftheworkproducedbyourwritersandpractionersinthis
book.Weseethiswork,thebook.asspringboardtofurtherwaysofexploringthecomplexrelationships
betweenourpastsandhowtheycanbere-representedthroughphotographyandphotographs.

Ourprefaceismadeupoftwosections.Thefirst,Five Illuminations(Rimbaud,2012),ismadeup
offivepersonalaccountsfromeacheditorabouttheirrelationshipsbetweenAutobiographicalMemory
andPhotography.Thisisfollowedbyasectiononhowthebookhasbeenorganized,withshortintro-
ductionstothe27chapters.

FIVE ILLUMINATIONS*

Dr. Sara Andersdotter

Mnemic Becomings and the Production of Other Subjectivities

To induce the full, sensorial experience of involuntary memory, a photograph must be transformed. 
Something must be done to the photograph to pull it (and us) out of the past and into the present (Batchen, 
2004, p. 94)

Therelationshipsbetweenphotographyandautobiographicalmemoryarerelationshipsoftension,
conflictandambiguity.Ontheonehand,wehavethephotographicimage;animageofstasisyetoneof
performancethatactsasaformofrepresentation.Ontheother,wehaveautobiographicalmemory,the
experienceofwhichinvolvesamobilisationofpersonalhistories;aphenomenonwherethepresentand
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thepastsomehowcoexistandspeakatonceofinformationaboutpastandpresentfluid,livedexperiences,
aswellassensoryimpressions,perceptions,andaffects.Thetensionbetweenthestaticandtheshifting
isofgreatinteresttomeasanartistandaresearcherwho,ratherthanseekingtofastenphotographyto
memory,approachespresumedlinksbetweenthetwowithsuspicion.Theaboveinsistenceonactivat-
ingthephotographicimageinGeoffreyBatchen’sForgetMeNotisechoedinmyownresearch.Here,
Isetouttopriseopenthepurportedrelationshipbetweenphotographsandmemories,rejectexhausted
metaphors,andexplorethemnemicasunstable,ambulatory,mercurial,andasafluctuatingstateof
affect.Assuch,memoriesmeld,blendandblurwithimagination,fiction,desire,andtheever-shifting
present.Ratherthandenythesecharacteristics,Idrawonthem,andintrinsicallyquestionphotographs
asrepresentationsofmemory.

Asanartist,researcherandacademic,myinterestsinphotography,archivesandautobiographical
memoryhavecometodominatethelastcoupleofdecadesofmycareer.Iamalsotheproprietorofa
photographicfamilyarchive,previouslybelongingtomypaternalgrandfather,withinwhichmycurrent
researchissituated(seeFig.1andFig.2)(Andersdotter,2022).Myartpracticeisprimarilyphotog-
raphy-,movingimage-andinstallationbased,andoftencentresonthemesofmemory,autobiography,
representationandthefamilial.

Figure 1. Andersdotter, Sara. (2022) The politics of looking: 12 gestures from an archive (XX) (Photo-
graphs)
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IinitiallybegantofocusonfamilialphotographyduringmyMAFineArtstudies,whenIstartedto
explorethefamilyalbum.ItwasherethatIcametorealisethatIdonotrecognisemychildhoodmemories
inmyfamilyphotographs.MyrealisationthatIdonotrecognisemyfamilyphotographsasmemories
isnotabouttraumaorrepressedmemories;mymemoriessimplydifferfromthephotographicrepre-
sentationsinthealbumandIdevelopedafundamentaldisagreementwiththewaysinwhichmemory
isrepresented,discussedandthoughtabout.

Someyearslater,thisrealisationofmyinabilitytorecognisemyfamilyphotographsasmemoriesled
tomepursuingdoctoralstudies.InmyPhD,anumberofconferencepapersandacoupleofpublished
papers,Iusedmyartpractice,photographictheory,continentalphilosophyandactsoffictioningtoin-
terrogaterelationshipsbetweenthephotographicimageandmemoryandputforwardanewmethodfor
approachingmemorydifferentlyfromdominantformsofrepresentation.Influencedbythewritingsof
GillesDeleuze,FélixGuattari,HenriBergsonandSimonO’Sullivan,myresearchchallengedcommon
assumptionsandocularcentricmisconceptionsthatthemnemicisavisualphenomenon.

Inseekingwaysinwhichmemorymaybeexpresseddifferently,mypracticecametofocusonre-
membered,thoughundocumented,momentsofsignificanceandoftheeveryday.Forexample,mywork
seriesHunting Lodges(seeFig.3)

(Andersdotter,2022),focusedentirelyonautobiographicalmemoriesofgrowinguparoundtheSwed-
ishhuntingcommunity,theirtraditionsandtheirspaces,andIendedupvisitingandphotographinga
rangeofspacesthatwerepresentbutneverdocumented.

Figure 2. Andersdotter, Sara. (2022) The politics of looking: 12 gestures from an archive (XY) (Photo-
graphs)
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WhatIdevelopedthroughmypractice-basedresearchisaradicalconcept-come-method,thememory-
event(Andersdotter,2015);aconceptcrystallisedthroughmyfinalPhDexhibitiondisruptivedesires
(seeFig.4andFig.5),(Andersdotter,2022),whichcanbeunderstoodasafour-part,alternativeapproach
tothinkingandmakingworkaboutmemorythatdisruptsandchallengesassumptions,metaphorsand
representationsofthemnemicexperience.

Thememory-eventopposesthenotionofmemoryasimage,asstatic;promptsactivityandcanbe
understoodasaformofbecoming:“Thisbecomingisamobilisationofmemoriesandapastco-existing
withoneanotherandwiththepresent”(Andersdotter,2015,p.132).Ihavecometousefiction,initially
thewritingsofFranzKafka,asatoolforenablingthismobilisation.Thatis,atoolforopeningupwhat
Ieventuallycametocall“closedpersonalnarratives”(Andersdotter,2015,p.141);something,anac-
tion,thatwouldindeedpullbothphotographsandmeintothepresent.Myinvolvementinthisbookis
fuelledbythisenduringinterestanddesiretoconnectwithothers,whosimilarlywishtomobiliseboth
photographyandautobiographicalmemory.

Figure 3. Andersdotter, Sara. (2009) Hunting Lodge (D-type print)
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Dr. Vasileios Kantas

Evanescent Moments

AsIenterourbedroomthisSundaymorning,thehoodofhercypress-greencoatgrabsmyattention;I
don’tknowwhy.(Icertainlyknowwhy,itisjustmyconsciousmindthatwishestokeepithidden,for
aslongasneeded).

Iamtrainedinphotography.ItisdifficultformetonotorganizethestructureoftheimageIamnow
shaping.Itishardtolettheobjectofmydesirebeplacedintheframeinanhaphazardway.Inlessthan
asecond,Irealizeandframemyshotsothatmy“protagonist,”animpliedpotentialpointofentryshould
besetexactlyattheframe’scenter(stronglyinfluencedbyArnheim’sgestalttheoryofvisualbalance,
ThePoweroftheCenter,2009),andits“runway”shouldbealignedwiththeframe’sdiagonal.Ihook
myphotograph’sviewerontowhatIdesperatelywantthemtosee,whatIhopetheyaregoingtodescribe
outloudtome,somyconsciousmindwilllistentoit,atlast.Igivemyselfachance.

Figure 4. Andersdotter, Sara. (2012) disruptive desires (Installation)
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Chanceissuchanenemy,tothosepeoplewhostage(whoproducenoisesothatalltheintrudingvisi-
torsoftheRealarenotheard).I’vebeenoneofthosephotographersTherewasaperiodinmyphotog-
raphypracticewhenItriedtoreenactpersonalstoriesofmine,imitatingotherartiststhathadproduced
remarkableresultswhendealingwiththeirownissues.MyseriesTheSusceptible-to-SeductionType
ofWomantriedtodepictincidentsdrawnfrompersonalexperiences,howeverstagedforacamera.My
directorialgoalineachimagewastoimaginativelyportraymomentafterasexualharassmenthadtaken
place,insideofadebaucher’scar,parkedinanidylliclocation;thepreywaslookingatthelens,bringing
thespectatorintotheseducer’sposition.

Figure 5. Andersdotter, Sara. (2012) disruptive desires (Installation view; photograph by Carole Evans)
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Figure 6. Vasileios Kantas, “Stairway to Heaven,” from the series Trip Advisory Items (2021)

Figure 7. Vasileios Kantas, “Korina,” from the series The Susceptible-to-Seduction Type of Woman (2002)
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Inthoseearlyyearsofmypractice,Ienjoyedstaging.Ialwayspresentedeachseriesofimagesunder
atopic,holdingtighttoaprefixedmeaning;nothingintherecouldreally“breathe”,Irealizedsome
yearslateron.

Lookingatthewaymyworkbeingguidedbymeaninghadtheeffectofsuffocatingaphotograph’s
potential,Ichangedmyshootingmethod.Iadoptedthefollowingapproach:takingthepictureasthings
progressed,whileIwasapartofthesituationportrayed.Aforthcomingphotographwasnotthereason
whytheincidentwashappening;therewasratheran“occurrence”—notinthesamesenseasJeffWall
hasgiventothistermtodescribethemethodofhismeticulouslystagedimages—fromwhichaphoto-
graphwouldemanateatsomepoint,becauseIcausedthestorythatgeneratedit,thoughwithoutshaping
eitherthephotograph’sformoritscontent.Aninvitationtoastrollwithoutplanoragenda,couldgive
birthtoimagesliketheMez(figure8),(Kantas,2017),dealingwithexactlythesamesubjectmatteras
theaforementionedseries,producedfifteenyearsearlier.

Adefinitequestionthatarisesfromthesethreedifferentworkingmethodsforcreatingphotographs,
whichalldealtoagreatextentwithactsofautobiography,ishowtoproducetherichestencounterwith
one’slifestory—acts,sceneries,thoughts—thatcanbehostedinaphotograph.Howcanonevisually
createasignificantlyvaluableaccountoftheirlife;shoulditbeaccurate,holistic,expansive,allusive,
orwhichanotheradjective?Thecontributorsofthechaptersofthisbookaimtoanswersuchquestions,
andtheyareabletomakeusthinkagainaboutwhatweshoulddotopreserveourlivesphotographically.

Mypointofviewontherelationshipbetweenautobiographicalmemoryandphotographyisthatthe
creationoftheselectedincidents—howeverstill,ocularcentric,allusive,fragmentary—tobegathered
andconstitutetheultimatesubstitutesforpastexperiences,namelyvisualbiography,demandscareful
handlinginordertoavoidtherisksoferosion(graduallyforgettingwhathasnotbeenfittedinphoto-
graphsinfavorofthosecharacteristicsthathavebeentranscribedintovisualmaterial)aswellasofthe
arbitraryexpansionofattributedmeaning(individualapprehensionduetoonlookers’veilsofperception).

Figure 8. Vasileios Kantas, Mez (2017)
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IclaimthisbecauseIbelievethatthefunctionofthephotographasatestimony,inthisspecificgenre
ofautobiographicalphotography,shouldbestronglydefended,evenifitisnottheonlygoalofthema-
terialbearingthetraceofthepast.Whatitactuallyatteststo—acts,space,time,ideas—isacomplex
systemtodefine,asmanyelementsareentangledintheactofphotography.

TheartistandeducatorPavelBuchlerstatesintheprefacetohisbookGhostStories,thathecannot
resistsomeofMartinParr’sphotographs,“notforwhattheydepictbutforwhattheydocument”(1999,
p.9).AllowmetoexplainherehowIunderstandthisphrase.Iconsiderthattheword“depiction”refers
totheconstructionofaphotographasanimagethat“functions”somehow—mainlyintermsofcom-
position,providinganalluringform,andintermsofacommunicativepowertoconveyspecificideas.
“Documentation,”ontheotherhand,referstothecaptureofunidentifiedcontent,devoidasfaraspossible
interventionismandartificiality;suchavisualoutcomeprovidestheviewerwithabroadenedspectrumof
potentialmeanings,anunfoldingofpossiblesituations,afruitfulchallengetohisintellect.Aristotlehas
namedthisfieldofyetunfixedmeaningwiththeword“phenomena”andhaspromptedusto“savethem”

Figure 9. Vasileios Kantas, untitled, from my family album (2022)
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(toletthemexistuninterpreted).Asamatteroffact,suchastancecouldbeacomposednessofshooting
behaviorwhilepracticingphotographicautobiography:tojustlisten—ideally,withoutanyhearingaids─
tothesituationsinfrontofthecamera,toinadvertentlysee(withoutveilsofperception)whatasksusto
connectwithit,toalignwithitsqualities,byshootingatthatmomentwhichfeelsmostimportanttous,
byframingoursubjectinawaythatincludethosesightsofthings—andonlythem—whichareneeded
foroursubjecttomanifestitselfinacompleteway,withouttheneedtocontrolitsnoemeoritsshape.
Ourdescendantswillfindarichsoilinwhichtocultivateourautobiographicaltestament.

Iprefertoleaveunderexplored,undecipherabletome,theimageofmydaughterlyingonherbed.I
prefertocollectviewers’thoughtsonwhatthisfigurebetraysaboutmyownpersonality(nothers),as
inthisphotographcoexisttwoobjectsofmycreationinoneform:animageImade(directorialchoices)
withanimageIgave(alikenessduetogenes).Istherearichersignofautobiographicalwriting?Does
iteverend?Lookingather,tryingtounderstandmyself.

Hopefully,somedayinthenearfuture,shewillbelookingatthis(her)image,tryingtounderstand
me;andthroughme,herself.

Etymologyassists:auto(enactedbyaself,or,referringtoaself)biography(writingaboutalife).
Inphotography,Iunderstanditassomeonemakingvisualhieroglyphsabouttheirownlife.Notbeing
fullyconsciousabouthisremarks,heputstogetheranythingthatseemsrelevanttohim,enactingreso-
nanceswithhispositiononthisworld.Inotherwords,andbycondensingourtwokeywordsintoone,
autobiophotography(self-life-light-writing)seemstostandforchoosingwhereandhowonewishesto
germinate;intheformoftheirdesiredimage.

Dr. Nela Milic

Embodiment of Time: Loss, Grief, Pain, and Mourning

Igathercommunitiesaroundmyphotographs.Icollectpictures,soIcancollectpeople.Thegapinmy
memoryyarnstobefulfilledandIdosobyfeedingitwithimages,objectsandotherpeople’smemories.
Thisholeopenedinmy20swhenIwasexiledfromMilosevic’sBelgradeinex-Yugoslavia.Then,it
swallowedthewholerevolution.Ihavebeentryingtopieceittogethersince–gatheringcrackedmemo-
rabiliaandstoriesfromtheeventwhichpeopleburieddeepinsidethemselves.Theownersofthosehid-
denartefactsdispersedaroundtheworldcarryingwiththemapieceofrevolution,neverassembledas
acollectivememoryoftheevent.Nevertheless,Ikeeptryingtodoitbecausedrawingtogetherimages
andpeopleallowsmetoconnectwithmycommunityanditshistoricpotentialagain.

Thisattempttorestoreamemoryenables“theworkofmourning”(Derrida,2001)forthelostcom-
munity,thelostcountryandthelostlife.Theworkwithlossluresmetotroubledartefactsandoften,
troubledpeople.IembraceindividualsandcommunitiesthatstrugglewiththeirpastasIrecognisethe
searchforknowledge,settlement,understandingofthevoidthatpastleavesbehind.However,thisabsence
hasastrangequality–itdoesn’tjuststayon-itincreases,inhabitsourbodiesandbecomespartofus.
Itdevelopsfromourrupturesandfindsitswayintoourselves,coziesinsideanddemandsacceptance,
soweareforcedtolivewithit.Resistanceisfutileandthelevelofembracementthisgapreceivesfrom
usdictatesthewayweapproachlife–withacknowledgmentandrespectofitspresence,buildingitas
agoodcompanyorignorancewhilstitrisestofloodus…
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TheCyrillicsoundsaroundthephotographsfromBelgradestreetshelpforgetheprocessofidentity
creationwhichallowsmemoriestobepasseddownacrossgenerations.Workingtogetherwiththem
inthepresent,weholdhandswithourancestors.Thisworkwithimagesestablishescollectiveidentity
whichisthecorefunctionofculturalmemoryandawayofcomingtotermswithcollectivetrauma.

Learningaboutthesupportphotographshadinmyownhealing,howeverpainfultheyweretolook
attimes,encouragesmetoexchangethisknowledgeandproposethatworkwithimagesintheprocess
ofmourningcanactasatherapeuticdevice.Itcanbearemedyingtechniqueandaconsolationfeature
inthelivesofmanywhostayedisolated,abandonedandalonewhenlosingfamily,partners,friends
orinmycase,wholecommunities.Withthesefivecontributors,Idonotcontinuefillingtheabyssmy
pasthaslefttome,butambuildingabridgeacrossittoreachotherswhosharesuchdeepexperience
ofbereavement.

Theauthorsherehaveatleasttwonarratives-personalandprofessionalandtheyalternatebetween
academicandartisticposition,visionandregister.Myowncontributionaddsanexilicvoice to the
mixfoundinthissectionofthebook.Thisvoicespeaksinanothertongueandralliesthecrowdwho
canrecogniseit.Likeimages,accountsandobjectsthatcapturetherevolution,thistonguegathersthe
revolutionaries.

Figure 10. Nela Milic, Trapped, 2006
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Dr. Paul Lowe

Shadows of Silver

WhenRobertCorneliuspositionedhimselfinfrontofhiscamerainthewinterof1839,hesurelycould
nothaveimaginedthatthedaguerreotypehemadeofhimselfwouldbetheprogenitortobillionsofphoto-
graphsthatdepictthehumanphysiognomy.Inwhathasbeendubbedthefirst‘selfie’,headslightlyaskew,
Corneliuslooksbackatusovermorethanonehundredandeightyyears,presaginganentireindustry
ofrecordingthevisagesoflovedones.WithinonlyafewyearsoftheinventionoftheDaguerreotype,
thousandsofphotographicstudioshadbeenestablishedinEuropeandAmerica,creatingasensation
andaninstantpopularsuccess.Whathadpreviouslybeenalaboriousprocessofhavingaportraitmade
bydrawingorpaintingwastransformedintoaprocessthatcouldbecompletedinamatterofminutes.
By1850therewereover70daguerreotypestudiosinNewYorkCityalone.Daguerreotypistsinvited
politicians,celebrities,andthelocalelitetoposeforthem,makingtheirstudiosgalleriestowhichthe
publicflocked.Buttheaccessibilityofthedaguerreotypealsoallowedademocratisationoftheportrait,
enablingamuchwiderpublictoself-representitself,withthebulkofthemillionsofdaguerreotypes
producedinthebriefperiodofthemethodspopularitybeingmadeaskeepsakesforfamilymembers.
Goldminerswereamajorclientoftheportraitstudios,havingportraitstakenofthemselvestoleave
behindwithfamilies,andhavingreciprocalimagesoftheirlovedonestotakewiththemontheirexpe-
ditionstotheWest.Manyofthosefamilieswouldneverseethesubjectsofthosesilveryimagesagain,
inoneofthefirstinstancesofthephotographasasymboloflossandgriefaswellascelebration.The

Figure 11. Belgrade is the World, unknown author, 1996
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portraitphotographimpliesatangibleexchangebetweenthesubjectandtheviewer,asthepromiseofthe
portraitisthatthroughlookingdirectlyintotheeyesofthesitter,adeeperemotionalandpsychological
connectioncanbemadewiththemasanindividualandnotasagenericcipher.Thisisenhancedeven
morewhentheimageisaself-portrait,andperhapsevenmorewhenthesubjecttisgeneticallylinkedto
theviewer.Thisdirectaddressisanintimateinvitation,implyingasenseofconnectionandpotentially
empathy.Formostfamilyphotographs,thereisasenseofloss,ofrelativesnolongerapartofthelives
oftheliving.However,insomecases,thesefamilyfacesaresitesoftraumaandtragedy,andtheportrait
hasbecomeoneofthedominantformsofaddressinthevisualrepresentationofgenocide.Thefaces
ofthevictimsofstatesponsoredviolentdeathformoneofthemostpowerfultropesoftheHolocaust,
andof subsequentgenocides.Thisvisual legacyof trauma isapotent transmitterofemotionaland
psychologicalcodingforlatergenerations,asMarianneHirschhasargued,‘Thepowerofphotographic
imagestocarrymemoryforthesecondgeneration,toprovideamediumthroughwhichtracesofan
impenetrablepastcansurviveandbemobilizedintheserviceofsecondary,postmemorialwitnessing.
(1999,p.141)Thissenseofthebiographiesofpastfamilymembersaffectingthecurrentbiographies
oftheirdescendantsformswhatshehasdescribedas‘Postmemory’,aformof‘hetropathicmemoryin
whichtheselfandtheotheraremorecloselyconnectedthroughfamilialorgrouprelation’.(1999,p.9)
Thefamilyphotographthusbecomesanembodimentofpoliticalandsocialdiscourses,becomingasite
ofcounternarrativesasartistsengagewiththeirownhistoriesinaperformativeengagementwiththe
pastoftheirownfamilytree,andwithhowthesechroniclesareinextricablyentwinedwithwiderissues
ofrace,class,genderandoftenconflict.Indoingso,theyquestionandchallengecontestedhistories,
askingwhatisthepresenttenseofpastimages?

Dr. Mark Ingham

Remembering and Reimaging ‘Afterimages’ September 2000–December 2022

Mystartingpoint formydoctoral research in2000wasacollectionof10,000photographs,mainly
transparencies, takenbymymathematiciangrandfather,AlbertEdward Ingham.Theywereused in
myartworksandasabasisformyresearchintomemoryandphotographythroughmyartpractices
andmytheoreticalwriting(Ingham,2023).Myconcernswerehowautobiographicalmemorycanbe
reflectedusingphotographs,andhowphotographscanhaveanaffectontheautobiographicalmemory
ofthespectator.

EverytimeIlookedatmygrandfather’scollectionofphotographs,eventhenwhenIknewitthor-
oughly,memoriessurfacedandremindedmeofplaces,people,andeventsfrommyformativeyears.I
oftenfeltasthoughIhadenteredanotherworld,aworldseenthroughmygrandfather’seyesviathelens
ofhiscamera.Ifoundmyselfinaspacebetweenwhatthephotographdepictedandmyexperienceof
lookingatit.ItwasaspaceinwhichIwasbothself-consciousandatthesametimeunawareofwhere
Iwas.Thisexperienceissometimesdescribedas‘qualia’whereweareawareofasensationhappening
andthesensationitselfatthesametime.

MyresearchchangedthewayIthoughtabouthowmemoryandinparticularautobiographicalmemory
work.Ifoundoutthatmemoriesarenotfixedandstoredintactwaitingfortherightcuetocomealongto
re-formthemintosnapshotsasiftheyhadbeenperfectlypreservedinamber.DanielLSchacter(1996)
makesthepointthat,‘Wenowknowenoughabouthowmemoriesarestoredandretrievedtodemolish
anotherlong-standingmyth:thatmemoriesarepassiveorliteralrecordingsofreality.Manyofusstill
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seeourmemoriesasaseriesoffamilypicturesstoredinthephotoalbumofourminds.Yetitisnowclear
thatwedonotstorejudgement-freesnapshotsofourpastexperiencesbutratherholdontothemeaning,
sense,andemotionstheseexperiencesprovideus.’Theyaremediated,subjectiveandsubjecttochange
andthisisespeciallythecaseofwhatcognitiveneurobiologistscall‘autobiographicalmemory’.Martin
A.ConwayexplainsthatAutobiographicalmemoryas,

…a type of memory that persists over weeks, months, years, decades and lifetimes, and it retains knowl-
edge [of the self] at different levels of abstraction, [Autobiographical memory] is a transitory mental 
representation: it is a temporary but stable pattern of activation across the indices of the autobiographical 
knowledge base that encompasses knowledge of different levels of abstraction, including event-specific 
sensory perceptual details, very often – although by no means always – in the form of mental images 
(Badderley. p. 55).

AswithmanyauthorsinthisbookIfoundthatwritinganaccountofamemoryisthereforedoubly
mediated:itnecessarilybringsintoplayboththeoriginalmemoryonwhichtheactofwritingispredi-
catedandthosecuesthattheactofwritingitselfintroduces.

AccordingtoHaroldRosenauthorof,SpeakingfromMemory:thestudyofautobiographicaldiscourse,
thisideathat‘…ourmindretainsinallitsdetailsthepictureofourpastlife…’iscontrarytocurrent
researchintohowhumanmemoryoperateswhichregardsmemoryas,‘…notsomepassiveinscription
ofdataonthewaxtabletorsiliconchipsofthebrain,butanactiveprocess.Furthermore,thispoints
tosomethingthepsychoanalystshavelongemphasized:thatforgettingcanbemorethantheerasureof

Figure 12. Mark Ingham: ‘Suez with RMJI’ 2005. SLR Cameras, Slides, Torches.
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storedinformationasinwipingadiskclean.Itisalsoanactiveprocess.’(Rosen1998p.111)This‘…
abandonstheideathatmemoryisafixedentitywhichcanberecalledverbatim.Memoryhastobeseen
asaprocessoractivitythatisunderconstantconstructionandreconstruction.’(ibidp.102].

Thisideathatweflipperspectivesinourmemory,andcansometimesevenbetheobservedandthe
observeratthesametime,isformesimilartothewaywelookatphotographsofourselvesorthepho-
tographswehavetaken.WhenlookingatimagesofmyselfIcanimaginemyselfbeinginthesituation
thephotographwastakenin.Iseethroughthe‘eyes’ofthephotograph.SuzanneLangerarguesthat,

To remember an event is to experience it again but not in the same way as the first time. Memory is a 
special kind of experience because it is composed of selected impressions, whereas actual experience 
is a welter of sights, sounds, physical strains, expectations and minute undeveloped reactions. Memory 
sifts all material and represents it in the form of distinguishable events (Rosen pp. 102-103).

Thisrethinkingofthewaymemoryworkshasprofoundconsequencesforthewayhumanconscious-
nessisthoughtofingeneral.Ifmemorycannolongerberegardedasastaticandunitaryfunctionof
themind,butis‘located’inmultipleregionsofthebrainandisaffectedbythecircumstancesofthe
eventremembered,andhowandwhenitwasremembered,achangeinthewaywethinkoftheworld
hastooccur.

Thephotographhasmultiplepersonalitiesanditisinthismultiplicitywherephotography’spower
lies.Itisachameleon,aparasite,ahostandadoppelganger,disguisingitselfandinvadingourmemories.
Photographyhascreatedachangeinthewaywethinkabouttheworldandourselves.Itcanbeusedby
anybodyandinmanydifferentsituations.Andthefactthatitdoesnotseemtohaveaunifiedhistory,
forme,doesnotprecludeitfrombeinganalysedintermsofwhateffectithashadonourmemories.

Mypost-doctoralworksincludedArs Magna Lucis et Umbrae, becoming 120 Days of Staggering 
and Stammering(Ingham.2008/2023).Iwroteofthiswork(Ingham2012/2023)that,

120 Days and Nights of STAGGERING + STAMMERING was an installation that sucked in and spewed 
out images of the people and surroundings it encountered, real or imaginary, wherever it happens to 
stumble: New York, London, Venice, Iquitos, Ocho Rios.

Consisting of old SLR film cameras and LED spotlights each of the 120 ‘projectors’ throws out images 
of people, events and the fabric surrounding wherever it is exhibited. A dense flickering array of images 
negotiated and dictated by the space, can be projected into, onto and outwards of any given situation/
site. They prefer shady aspects but can flourish during daylight hours too. The larger less bright images 
are made visible by the descending gloom of the night. The smaller, closer to the wall/ceiling/floor, ones 
can cope with the intensity of other light sources.

The projectors can be clumped together in one location or be spread around different locales as needs 
be. The audience is enveloped in and disrupts this cacophony of images, creating and destroying as they 
wander through and around them. Shadows will appear and obliterate the wall images only to reappear 
on the bodies of the transgressors. The images will be instantly recognisable, as they will depict places 
just passed through on the way to the exhibition site.
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There will be temporal shifts occurring sometimes of mere days alongside others of an indeterminate age. 
Referents will be lost and gained throughout this encounter. ‘…an ever changing, cavorting carousel, 
that documents the transitory lives that pass through our crystalline world.’

IseethisinstallationinasimilarwaytohowIhavecometounderstandthe27chaptersinthisbook.
Eachonetakesadifferentviewofthepossiblerelationshipsbetweenourautobiographicalmemories,
ourautobiographicalhistoriesandtherecordsofthosepaststhroughphotographsandphotography.They
individuallyshinealightoncertainaspectsoftheserelationshipsandtogethertheycreateanintense
fieldofthinkingabouthowrememberingandforgettingaffectthecomplexitiesofourlives.

*(OnewayweusethetermilluminationsisasinRimbaud’scollectionpoems,withthattitlebasedon
theEnglishwordilluminations,inthesenseof‘illuminatedcolouredplates’)

Figure 13. Ars Magna Lucis et Umbrae becoming 120 Days of Staggering and Stammering. (2008/2023) 
Mark Ingham. 120 SLR Cameras made into projectors. LED lights, Slides, 50 metres x 15 metres x 10 
metres.
(Exhibited at Dilston Grove, Cafe Gallery, Southwark Park: https://markingham.org/works/ars-magna-lucis-et-umbrae/)
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ORGANIZATION OF THE BOOK

Thebookisorganizedinto27chapters,infivesections.Abriefdescriptionofeachofthechaptersfollows.

Section 1: Mobilisations of Memory – Re-Imaginings, Re-
Interpretations, and Other Catalysts for Re-Negotiating the Past

AnnabelDoverandAlexPearl’sjointlywritten,polyvocalchapterisarticulatedthrough‘autobiographi-
calfiction’;theuseofdifferentvoices,modesandutterancesrespondingtooneanother,andtofictional
photographsandactualimagesfromthreefamilyalbumsfoundscatteredthroughoutthetext.Two‘spirit
guides’,CharlottePerkinsGilmanandAnnaAtkins,drivetheemergingfictionalnarrative,andtheex-
perimentalduologueofthechapterperforms,contextualisesandteasesoutpossibleautobiographical
narrativesofthephotographicimagethroughtheuseofstorytelling,fictionandactsoffictioning,Gail
Flockhartusesperformativestrategiesandadiffractivemethodologyinherpractice-basedresearchin-
quiryintotrauma,autobiographicalmemoryandtheself,asdemonstratedthroughthreekeycasestudies
fromherpractice.ThroughFlockhart’sphotographicpracticeandherengagementwiththewritingsof
DonnaHaraway,KarenBaradandRosiBraidotti,thecamerabecomesbothaninstrumentforafeminist
‘re-turning’ofthegaze,andavehicleforrethinkingandreimaginingtheselfandthepast.

SallyWaterman’schapteroutlinesheruseofliteraryadaptationmethodologyinherartpractice,where
T.S.Eliot’spoemTheWasteLandbecomesamechanismforre-imagining,re-enactingandre-evaluating
thepast,previouslyrepressedmemoriesandfamilialrelationships.Visual,performative,andcathartic,
Waterman’simage/textphotographicseriesSermonrespondstoTheWasteLandfromafeministper-
spectiveandcanbeunderstoodasawayofreclaimingpastsitesoftraumathroughself-representation.
JudithMartinezemploysthewritingsofPierreNoraandJacquesDerridainmethodologicalapproaches
tophotographinghervisitsandre-visitstoaMadridapartmentthathasbelongedtoherandherfamily
forover100years;her‘inlandlighthouse’.Documentingtheapartmentanditstracesoffamiliallifeisa
formofinterpretationofitasatestimonyandarchival‘siteofmemory’,whereMartinez’photographs
speakofthehauntingsofautobiographicalmemoryandfamilialidentity,(e)migration,placeandhistory.
MireiaLudevidLlop’sauto-ethnographicpracticeusesphotographyandaninheritedphotographicarchive
inactsofresistance,challengingtheanti-memoryandculturalamnesiaoftheSpanishdesmemòria;a
systematicprocessofsilencingandforgettingdifficultmemories.Theresearchframeworkmobilisesthe
conceptsofGillesDeleuze,FélixGuattariandRosiBraidottiinordertoapproachtheturbulenthistory,
memoriesand‘unmemories’ofthe‘double’villageofFaió;asitewhereautobiographicalmemory,fam-
ilyhistoryandcollectivehistoryconverge.DrSaraAndersdotterUniversityfortheCreativeArts.UK.

Section 2: Interplays Sketching a Self – Psychic 
Configurations, Embodied Instances

RichardSawdonSmithpresentsandsimultaneouslyreflectsuponhisownperformativeexperimenta-
tion,inordertoexpandthelimitsofhisidentity’sspectrum.Apleasurableactofmeticulouslystaged
affranchisementforthecameraallowshimatemporarymasquerade,oneinwhichheisatthesametime
lostandfound.Charmingpersonas,dressedupwithavastarrayofhisownclothesandcaughtoutin
meaningfulgestures–quiteoftenrelatedtohispast-displayhisquestforongoingself-definitionthrough
anautoethnographicpractice.SawdonSmithisunfoldingaprocessof“unknowing,”ashecallsit,in
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ordertocontrolhisbodyimage,andtoadegree,toanticipateanunwantedversionofhisfutureself
(recallingDavidWojnarowicz’sphotoseriesArthurRimbaudinNewYork,1978–79,aswellasMark
Morrisroe’sartworks),castingoutanyindeterminatemalaisethatcouldaffecthisbody.

PanayotisPapadimitropouloscreatespolyptychswhichaimtoholisticallydescribehisexperience
ofeachsubjectphotographed;thecoreofrepresentationistransformedfromthatofaneventtothatof
asituation.Selectingincidentsfromhisdailyroutine,hecombinesseveralfragmentsintoacomposite
tableau,puttingintoquestionaphotograph’sveracity,thephotographer’ssubjectivityandhowasitu-
ationcanbeconveyedwithasmuchinformationaspossible.Puttingemphasisontheparttheauthors’
humanityplaysinconstructingtheirimagery,heattemptsareadingofDepardon’sandFrank’swork,
sheddinglightonidiosyncratictraitsdeeplyentangledintheirimages.

EleanorDareexamineshowphotographycaninfluencethereceiptofdimrecollectionofmemories.
Beinganeurodivergentviewer,shediscussesissuesofaccuraterepresentationandfixedmeaning,quali-
tiesthatseemtoeludebothphotographyandmemory.Darerevisitsherownunmemorizedchildhood
experiences,throughtheprismoftheideathatphotographscanbecomehealingmediatorsbetweenview-
ersandtheirpotentiallytraumaticepisodesintheirownpersonalhistories.Lookingatvisualmaterial
thatcontainscomputationalstructure,shediscussestheeffectsofsocialcontextsonshapingmemories.
Manifestationsofaffectandembodimentinautobiographyarecritiquedinherarts-basedresearch;us-
ingsensor-ledphotographytechnology,sheclaimsthatmemoryisspreadacrossprocessesratherthan
storedinresponseduetospecificstimuli.

NataliePayneconsidersautobiographicalphotographyastheembodimentofanaffectiveencounter,
andthatsomeimagesofvernacularattributesmayactivatememory.Herownpracticeusesimagery,
sometimesfoundinherfamilyalbumandothertimesstagedones,portrayingdailylifeimbuedwith
trauma-inflictedmoments.Acknowledgingthatwhatisimportantistofindawaytosituateourselves
intheworldandstayopentoreceiveallthataphotographcanofferus,Payne’sphotographsenable
empathyandtransactiveaffect,referringalsototherolethattheirpunctapotentiallyplay.

JenniferGoodexaminesanewrolethatphotographyhadtotakeonintheeraoftheCovid-19pan-
demic:thatofthethanklesstaskofmediatingcertainpatients’dyingmomentstotheirlovedones.At
theoneendofthismacabrecommunicationthephotographrehearsesaforeshadowedmourning,and
fromitsotherenditconductsautoscopy.Themultipleusesofthedigitalimageincyberspaceseem
toalterourdefaultsourcesofdirectexperience.Isolationandsocialdistancingimmerseusmoreand
morefrequentlyinanegocentric,centripetalwayofconsumingourdailylives.Theautobiographical
capturingofourpersonalstoriesinphotographsperhapspushesusevenclosertoourcores,ignoring
thebenefitsofexchange.

FotisKangelarissuggeststheoreticallinksbetweensomeartists’limitsofbehavior,theirgenderde-
finingprocessesandtheappearanceoftheirbodies.Readingspecificimageswithperformativecontent,
shotbyhighlyacclaimedphotographers,heclaimsthattheirbodiescanbecomeentrypointstoencoun-
teringthevisualrealmofthe“realthing.”Theirbodies,agentsoftheirdesiresandfears,aretryingto
establishanelectiveaffinityfortraitsusuallyattributedtoaparticulargender.Similarly,photographstry
tospeak,tomeansomething,toescaperepresentation,tobecomefixed;fortunately,theyfailtodoso.
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Section 3: To Have and to Hold – In the Absence of the Photograph

RosyMartinovercomesthepainoflossbydressingupintofriendsandfamilyshelostinherlife.She
memorialisestheminherphotographicpracticewhereherenactingofthosecharactersservesasacom-
memorativeceremony,immortalisingtheminherbeforeshestandsinfrontofthemirrorreflectingon
herselfastheghostintheirpresence.

CarolineMolloyfoundherselftrumpingovertheneighbour’sgroundtofindtheunexpectedconnec-
tiontoherownlifeandcommunalaccountofthewholegroupofpeoplelivingnextdoortoher.This
discoverywillchangethewaysheviewsherlocalenvironment,thestateandherphotographicpraxis.

CarolHudsonprovidesuswithofferingthatfeelslikesettingherfree.Rummagingthroughherlate
husband’sbelongings,sheweaveshertextasalullabyforhim,illustratedwithphotographsofobjects
fromhislife.Asshesorts,shetouches,remembers,mournsandgatherscouragetosaygoodbye.

PhilHilluseshisfamilyalbumandtheworkofJoachimSchmitandKarlOhiritoconsiderimages
thatwoundus.Hisdefacedexampleamountspain,butservesasapointofdepartureintotheexplora-
tionoftheautobiographicalaccountofhisfamily.Therippedimagemakestheconcealedpersoneven
moresignificantinthefamily’snarrativeandphotographs’materialqualitytestifiestoitsbreakdown.

WiebkeLeisterusesaperformativestyleofwriting,whichasksquestionsofitsreaderstoinvolve
themintoaconversationaboutviewingphotographsasmental,rememberedandimaginaryimagesalike.
Shespeculatesaboutphotographsthatactaspotentialfieldsofprojection,invitingimaginaryprocesses
throughwhichasenseofothernessandlivedexperienceentersintotheimage.Processesthroughwhich
thephotographbecomesother-than-itself.

Section 4: Shadowy Archives

AnaJaneiro’schapterengageswithherownfamily’shistoriesastheyareentwinedwiththepoliticaland
socialeventsofPortugalduringthe‘NewState’from1933to1974.Sheexploreshowfamilyalbumscan
bereadwithandagainstthegrainofnationalhistories,andhowthegenderedbutdifferencingexperiences
ofhergrandmotherscangeneratetypologiesofimagery.Janeriothenusesthisanalysistoinformher
ownembodiedperformativephotographicpracticetocreatewhatsheidentifiesasamnemonicdevice
touseherownbodyasasiteofmemory.

EszterBiroexploreshowconfabulationcanbeusedtofurtherdeveloptheconceptsofHirschian
postmemoryandempathicmemory.Sheappliesthisdirectlytoherownfamilyarchives,andthrough
aprocessofaffectingreadingandediting,excavatesitspersonalcontentfromwhatshetermsshadow
archive,thustransformingthemintocounter-memories.Usinganautoethnographicandeditorialapproach
tothearchives,Birothenmakesaseriesofinterventionsintotheminwhatshetermsas‘emotion-driven
obsessivere-enactmentsaspostmemory-work’erasingthesurfaceofthephotographstogeneratedeeper
meaningsbelow.Finally,Birocombinestheseexcavatedmemoriesintoalargerwhole,suchtheprocess
ofconfabulationdoesnotsimplyfillinmemorygapswithimaginativecontent,ratheritexposesgaps
andsilencesultimatelygivingthemvoice.
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SarahNeelyfocusesontheuniquematerialityofacollectionofKodachromeslides,holdingthem
‘uptothelight’asitwere,bothmetaphoricallybutalsoliterally.Indoingso,shehighlightshowpho-
tographscontainacomplexnetworkofmemoriesandemotionsthatliebothinsideandoutsideofthe
frame.Throughavirtualinterrogationoftheslidesbetweenherselfandherremotelysituatedmother
inAmerica,shecollaborativelyrevitalisesthesesaturateddiapositivestogenerateanewlifeforthem.

JessieMartinnavigateshowintheprocessofdigitisingananaloguealbumofherfamily’slifeas
expatsinUgandaphotographsfromthepastactascatalyststoactivateandaccessmorerecentmemo-
ries.Martinexploreshowtheresequencingoftheimagescancreatenewnarratives,andindoingso
againimpactonthememoriestheyelicit.Shenotesthatintheshiftfromanaloguetodigital,thenature
ofsharingphotographshasundergonearadicaltransformationaswell,supersedinggeographicaland
temporalbarriersofvisibility.Inherengagementwithabodyofimagesgeneratedessentiallybyone
author,hergrandfather,Martindemonstrateshownewconnectionsandinterpretationscanbeestablished
inacollaborativeeditingofafixedsetofimages.

SophyRickett’scontributionisacomplexexperimentinlongformnonnarrativestorytelling,weav-
ingpersonalexperienceswithhistoricalmomentsandfamilyrecollectionsintoamulti-layeredseriesof
reflectionsonmaterialityandmemory.

Section 5: Six Ecologies of Autobiographical Memory and Photography

TimStephensinhischapterasksthequestion,‘CanacontemporarysecularBuddhistnon-selffunction
asliberatory?’TostarttoanswerhisownquestionTimtakesusthroughideasofBuddhistnon-selfand
howthisdiffersfromwesternideasofemptiness.Hisphilosophicalresearchthroughphotographyhas
enablehimtocreaterupturesinthewaywemightthinkofphotographsasnon-reforestationsofour
autobiographicalpasts.

CatarinaFontourashowsushowpersonalphotographsandtheaccompanyingstorytellingcanhelp
usunderstandtheconsequencesofthe‘climatecollapse’wearecurrentlylivingthrough.Drawingon
theworkofparticipantsinaseminarworkshopshecarriedoutin2021Catarinaweavestherelationships
betweenstorytellingandphotographytosuggestwayswecanheightenourconcisenessoftheplanetary
criseswepresentlyfindourselvesin.

ElinKarlssonenfoldsusintoaworldwherethephotographsofherpastlifeareinadequaterepresen-
tationsofatraumaticincident.ForElinthephotographisnotpungentorpoignantenoughtorelythe
grittymatterofherautobiographicalmemories.Herphotographsofplacesfromherpastgiveuseerie
evocationsofaseeminglybenign,ordinarylandscapes.Onfurtherreadingwecometorealisethestories
behindtheseimagesjoltusanddisturbustothinkmoreaboutwhatphotographycanandcannotdoto
uswhenweencounterthemasflatsurfacesofaphotographicimage.

MaheshBhatleadsusthroughhislifeasadocumentaryphotographerinIndia.Heshowshowhis
encounterswithdisastersandconflictshavechangedthewayhehasthoughtaboutlifeandhisown
autobiography.HestartsfromanIndiathatfeelsandlooksverydifferentthatitdoestodayandtakes
usonaphotographicjourneythroughhismanylivesasachroniclerofeverydaylivestocatastrophic
eventsthatalteredmanylives.Thisfascinatingaccountgivesusaninsightintotohowphotographscan
recordourlivesandhelpchangethewaywethinkaboutourownautobiographies.

KsenijaKrapivinaexploresthegapsbetweenverificationandcomprehensionofhistoricalknowl-
edge,throughadetailedanalysisofWalidRaad’sartwork‘TheAtlasGroup:SecretsintheOpenSea’
(1994/2004).Shetakesusonacomplexjourneyinandoutofthisworkandshattersitasadocument

xlii



Preface

throughwhatshecalls,‘theinquisitivegazeofaspectator,’Sheshowsusthatthereisoftensomething
missingfromaccountsofhistoricaltraumaticeventsandthatWalidRaad’sartworkgivesvoicetothe
silencedghostsoftheseevents.

JohnHillman’sviewonphotographyandautobiographicalmemoryasksustothinkaboutmemory
asashieldorscreenthatprotectsusfromourlivedexperiences.Hearguesthatmemoryisacomplex
systemofinterconnectedprocessesofpredicationandrecall.Hearguesfor.‘...alivedexperiencethat
thenrendersphotographsasakindofillusionarypresence.’Hisargumentstakeustothepointwhere
photographsareseenasan‘insubstantialsubstitutes’forourmemories.
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